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Abstract 
 
This action research study investigated the experiences and outcomes that occurred in a 
music teacher collective while exploring culturally relevant materials, including popular music 
and hip-hop, as a means for improving student engagement and outcomes.  Ten elementary 
Music Specialists from a large Midwest suburban school district made up the collective 
representing schools ranging from twenty-nine to eighty-nine percent ethnic diversity.  Data was 
collected in the form of the MUSEBAQ survey, observer notes, focus group discussions, and a 
questionnaire.  The teachers initially had positive feelings regarding the conversation around 
culturally relevant music pedagogy, but realized they lacked the training to authentically teach 
music from unfamiliar cultures.  The lack of authentic resources was also an issue; therefore, the 
collective chose to keep the essential standards culturally neutral, and further the discussion on 
how to implement more culturally relevant materials into the classroom.  The result of these 
meetings will lead to a further investigation of culturally relevant training and materials.  
 Keywords: culturally relevant pedagogy, musical identity 
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Music is everywhere.  You can't turn on the television without hearing music.  Music is 
used to sell products, introduce shows, create atmosphere, and enhance emotional response.  
Music plays in shopping malls, the dentist’s office, even while you are on the telephone waiting 
for the next available operator.  Why?  Because people realize the effect music has on our lives 
and our emotions.   
We are music users.  We use music to alter mood; we use music as a background to our 
everyday activities; we use music as a conversation topic with friends, and much more (Adams, 
2016, p. 65).  With advancements in technology, Roulston (as cited in DeVries, 2010) points out 
adolescents not only listen to music but view music on their devices, opening a world of music 
right at their fingertips (p. 4).   Music is so ingrained into who we are that Hargreaves, Miell, and 
MacDonald (as cited in Kelly-McHale, 2013) stressed the importance of musical identity in 
music education research (p. 198). 
Music in Identity (MII), defines the use of music to develop a person's identity, including 
identity in gender, age, nationality, and culture (MacDonald, Hargreaves & Miell, 2017).  When 
listening to music, it will resonate with those who share that musical identity.  Conversely, the 
music could also alienate those who do not share the same musical identity. 
Music teachers play an important role in the shaping of musical identity.  They have the 
power to culturally validate students through the selection of music used in the classroom.  They 
can build a bridge between cultures through the teaching of respect when experiencing the music 
of a different culture.  Most importantly, they can connect music to the lives and experiences of 
their students, creating a culturally responsive music class (Abril, 2013, p. 10). 
Music education, as a whole, has not evolved for nearly a century (Essex, 2010; 
Williams, 2011).  Western Arts music with a focus on band, orchestra, and choir are the basis of 
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the current curriculum and musical experiences for students.  Unfortunately, this style of music 
does not represent the increasingly diverse student body in the classroom.  There is a need for a 
more culturally relevant approach to music education which values the students, their 
experiences, and their culture.  Therefore, the purpose of this action research study is to examine 
the experiences and outcomes that occur in a music teacher collective while exploring culturally 
relevant materials, including popular music and hip-hop, as a means for improving student 
engagement and outcomes. 
Theoretical Framework 
Rooted in Social Constructionist Theory, Hargreaves, Miell, and MacDonald (2002) 
placed musical identity as an essential area of research in music education, music psychology, 
and social psychology (Kelly-McHale, 2013, p. 198).  All people have a musical identity 
Hargreaves, Miell, and MacDonald (2002) claim, based on people’s interactions with music, 
which is divided into two categories: identity in music (IIM) and music in identity (MII) (as cited 
in Kelly-McHale, 2013, p. 198). 
 Based on cultural or social roles applied in music, Hargreaves et al. (2002) identify IIM 
as including the roles of performers, composers, and teachers, including the instrument played 
and music preference.  In comparison, MII is the use of music in the development of self-
concept, evaluative measures individuals place on themselves, including the development of 
gender, national, and youth identity (as cited in Kelly-McHale, 2013). 
 Understanding the role of music education and the formation of musical identity allows 
teachers to examine the interactions between music and our students (as cited in Kelly-McHale, 
2013).  School music instruction, for IIM students, is not recognized in their development as a 
musician.  Extracurricular music activities, according to Hargreaves et al. (2002) provide 
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musicians with more positive experiences than classroom music activities (as cited by Kelly-
McHale, 2013).  The music performed in the classroom does not relate to the IIM students, 
which may cause them to disengage.  Kelly-McHale (2013) incorporated the same theory in a 
study of musical identity concerning school music and second-generation students. 
 Ladson-Billings (1994) describes culturally relevant pedagogy as using “student culture 
in order to maintain it and to transcend the negative effects of the dominant culture” created by 
the distortion of history or the misrepresentation or omission of culture in school materials (p. 
17).  Expanding on the work of Shulman (1987), Berliner (1988), and Bartolome (1994), Ladson 
Billings (1995) defined culturally relevant teaching as “a pedagogy of opposition not unlike 
critical pedagogy but specifically committed to collective, not merely individual, empowerment” 
(p. 160).  Three criteria encompass culturally relevant pedagogy: 
 To be “active participants in a democracy”, Ladson-Billings (1995) stresses the 
importance of academic success in literacy, numeracy, technology, and social and political skills 
(p. 160).  Similar to an approach proposed by Freire (1970), culturally relevant pedagogy finds 
what is meaningful to students and uses that to ensure learning (Ladson-Billings, 1995, p. 160). 
 Cultural competence, according to Ladson-Billings (1995) entails using the student’s 
culture as a vehicle for learning.  By affirming and incorporating the student’s home culture into 
the classroom, a bridge is built to school learning (p. 161). 
 Similar to the idea of conscientization presented by Freire (1970), critical consciousness 
encourages students to examine and critique cultural norms that create and maintain inequity 
(Ladson-Billings, 1995, p. 162). 
 By taking a more culturally relevant approach to music education, students will become 
active participants in the creation of the lesson, music selection, and performance.  Through the 
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study of cultural music, students begin to become global citizens, able to discuss and critique 
accepted societal norms resulting in academic achievement, cultural competence, and critical 
consciousness. 
According to Abril (2009), Ladson-Billings (1995, 2007), Love and Kruger (2005), and 
Siwatu (2011), educators who are aware of their culture in relationship to the culture of their 
students create more meaningful learning experiences by incorporating those cultures into the 
lesson, giving the students and their cultures value (as cited in Doyle, 2014).  Through the 
exploration of musical identity and culturally relevant pedagogy, a connection between the 
changing demographics of a school and the need for an updated, more culturally relevant 
classroom music experience can occur. 
Review of Literature 
Williams (2011) explains, “The Elephant in the Room” as the current performance-based 
model of music education, which has not changed in nearly one hundred years (p.52).  
Enthusiasm in upper elementary music classes is waning (De Vries, 2010, p. 3) continuing up to 
a significant decline in traditional music class (band, orchestra, choir) enrollment in high school 
(Bledsoe, 2015; Williams, 2011).  Although children lose interest in school music, they do not 
lose interest in music altogether.  Children highly value music in their lives, suggests Lamont et 
al. (2003), O’Neill et al. (2002) and North et al. (2000) based on studies of children’s out of 
school music engagement, (as cited in De Vries, 2010, p. 4) playing a significant part of their 
sociocultural lives (Davis, 2013; Woody, 2007).   
Davis and Blair (2011) and DeVries (2010) explain engagement with music as a personal 
act.  Children create their musical identities through shared social interactions with others, which 
helps them form the way they will interpret the world around them.  As they grow, understand, 
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and receive feedback from others, their musical identity forms.  Musical identity is continually 
transforming and makes up an essential part of our human culture and by studying music, 
explains Cook (1998), we are in a way, studying ourselves as well (as cited in Davis & Blair, 
2011, p. 127). 
Public school music education emerged in 1837, according to Essex (2010) in part to 
educate future audiences of the growing orchestras, choral, and chamber ensembles emulating 
the contemporary European music style.  By the twentieth century, listening to "quality music" 
from the European canon was favored over American folk and popular music.  Music 
conservatories developed, creating a new, more refined musician/educator.  The creation of 
guidelines separated the musician/teacher from the general education teacher who taught singing 
in the classroom.  Other than being more descriptive, the 2009-2010 NASM (National 
Association of Schools of Music) guidelines have had few changes since the 1953 guidelines, 
despite the numerous commissions, reports, and recommendations calling for a shift in music 
teacher education structure and curriculum (pp. 83-92). 
The growing disconnect between home and school music (Davis, 2013; Kruse, 2014;  
Woody, 2004) and the knowledge of students’ musical identities (Hargreaves & Marshall, 2003; 
Kelly-McHale, 2013; Kruse, 2014) are causing educators to re-evaluate music education with the 
hopes of better addressing the needs of students outside of the Western art music mainstream 
(Davis, 2014; Kruse, 2013; Thompson, 2015).   Campbell (2002) and Countryman (2005) agree 
“Music experiences within the classroom often are constructed on the basis of the music beliefs 
of the music teacher” (as cited in Kelly-McHale, 2013, p. 196).  Many music teachers are only 
trained to teach Western art music even though it is contrary to what is on their playlists.  
Unfortunately, many music educators are not willing to look at culturally relevant music styles 
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such as Hip-Hop and popular music as teaching tools, according to Davis & Blair (2011) and 
Ponick (2000).  In Davis’ experience, “there are three reasons why teachers avoid popular music 
in the classroom: (1) teachers were never trained and felt they had no background in teaching 
popular music; (2) teachers felt they lacked resources and strategies to implement the new music; 
(3) teachers believed popular music was not worthy of inclusion in the classroom” (Davis & 
Blair, 2011, p. 128).   
The term culturally relevant teaching, according to Ladson-Billings (2009) in her book 
The Dreamkeepers, is: 
A pedagogy that empowers students intellectually, socially, emotionally, and politically, 
by using cultural referents to impart knowledge, skills, and attitudes.  These cultural 
references are not merely vehicles for bridging or explaining the dominant culture; they 
are aspects of the curriculum in their own right (as cited in Fitzpatrick, 2012, p. 56).     
Culturally relevant pedagogy can serve as a bridge between the home and school (Ladson-
Billings, 1995, p. 160).   
The school music model is antiquated (Davis, 2013; Hargreaves & Marshall, 2003; 
Williams, 2011; Woody, 2007).  De Vries (2010), takes the point further, stating that traditional 
classroom music “stifles potential engagement with music” (p. 11).  Hargreaves and Marshall 
(2003) explain how the level of control, curriculum, and choice of music on the part of the 
teacher determine authenticity for young people.  Since most music educators train in Western 
Classical Music, the style used predominantly in the classroom (Davis, 2013; Davis & Blair, 
2011; De Vries, 2010; Doyle, 2014; Hargreaves & Marshall, 2003; Williams, 2011; Woody, 
2007) school music needs to adapt, reaching a new generation of music-makers with meaningful 
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and relevant musical experiences (Williams, 2011, p. 57).  By offering culturally relevant music 
experiences, we “increase inclusivity to potentially marginalized, underserved, and 
underrepresented student populations” (Kruse, 2014, p. 254). 
  
Methodology 
This study used a qualitative design.  “An approach for exploring and understanding the 
meaning individuals or groups ascribe to a social or human problem” is the definition Creswell 
and Creswell (2018) use for describing qualitative research.  The researcher dissects data 
collected from the research environment, deciphers the meaning, and reports the complexity of 
the circumstance (p. 4). Artifacts, observational data, and inquiry data were analyzed in the 
interest of triangularization.   
The population for this action research study was ten elementary Music Specialists 
working in a large suburban city in the Midwestern United States.  The Music Specialists 
represented schools ranging from twenty-nine to eighty-nine percent ethnic diversity, and 
eighteen through eighty-one percent free and reduced lunch eligible, according to the most 
current district Enrollment Report (see Appendix A).  The sample included five males and five 
females, all identifying as Caucasian middle-class.  One teacher has been at his school for two 
years, four have been in their buildings for over ten years, and the other five have been in their 
positions over twenty years.  The data was collected over the course of three six and one-half 
hour meetings where the participants developed the new music curriculum to align with the 
recently adopted music standards. 
The MUSEBAQ survey was given to the participants at the beginning of the first meeting 
following the completion of consent forms.  During the meeting, the group examined the new 
music standards, selecting essential standards for assessment.  The district curriculum director 
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highly recommended that at least one essential standard contain a multicultural 
element.  Discussion regarding discomfort around teaching music from other cultures, especially 
Native American music followed, strongly suggesting a need for professional development in 
this area before creating an assessable standard centered around another culture.  Although the 
decision was not unanimous, the majority chose to select easier to grade essential standards over 
standards based on multicultural music.  During the meeting, I took detailed field notes of the 
conversation, making comments regarding areas I could assist by providing research the group 
could discuss. 
Before the second meeting, articles regarding racism in the music curriculum and critical 
literacy in the music classroom were sent to the participants to stimulate discussion.  At the 
meeting, I distributed a list of critical literacy questions I created adapted from questions Critical 
Pedagogy for Music Education (as cited in Forness, 2016, p. 62), Shaw (as cited in Abril, 2013, 
p. 9), and ReadWriteThink (2006) as a means of exploring whether the music we included in our 
classrooms represented the students at the school (see Appendix B).  Again, I took field notes the 
conversation, allowing me to prepare for the final meeting.  Time was allotted during this 
meeting to work on purchasing requests for the implementation of the new curriculum. 
Unfortunately, a budgeting emergency arose during the final meeting preventing the 
group from continuing the discussion.  Toward the end of the last session, I divided the group 
into two sections, and I asked each group a set of focus group questions reflecting on the 
experience and the next steps toward implementation.  More specifically, I asked if they foresaw 
any changes in curriculum materials, benefits of incorporating culturally relevant music, next 
steps toward implementation of culturally relevant music, and feelings regarding the creation of a 
standards-based assessment be using popular music or hip-hop as the music style studied. 
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Inquiry data in the form of the MUSEBAQ Survey (Chin, Coutinho, Scherer, & Rickard, 
2016) allowed participants to examine their musical identity.  The MUSEBAQ survey contains 
four sections.  The first section measures musicianship in the areas of formal music training and 
music making.  The second section measures musical capacity in the areas of emotional 
sensitivity to music, personal commitment to music, music memory and imagery, listening 
sophistication, and indifference to music.  Section three, music preferences, reports broad music 
genre preferences divided into Rock/Metal, Classical, Pop/Easy Listening, 
Jazz/Blues/Country/Folk, Rap/Hip-Hop, Dance/Electronica, or Other.  The final section of the 
survey measures music use motivations, examining musical transcendence, emotion regulation, 
social, music identity and expression, and cognitive regulation.   
Observational data, in the form of field notes, provided detailed records of each 
meeting.  The creation of two focus groups and post-meeting questionnaires allowed participants 
to reflect on the discussions and add additional information.  Artifacts, including the Minnesota 
Music Academic Standards chosen as essential, as well as the spreadsheets used for purchasing 
new materials, show the prioritization of standards and how the participants spent their budget 
money to improve their classrooms in alignment with the new curriculum.  An activity triangle 
template for taking field notes (Nasir & Yang (2010) modified from Razfar & Troiano (2009) 
was used to summarize the events of each meeting including a narrative and comments regarding 
my observations and interpretation of events. 
The raw data from this study was in the form of subscale scores from the MUSEBAQ, 
observer notes, with comments, recordings, and transcriptions from the focus group discussions, 
and a spreadsheet containing the questionnaire results.   
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Analysis of Data 
The MUSEBAQ survey (see Appendix C) has four sections, each with subscale scores 
calculated by the participants.  The raw scores for each subscale were collected and placed into a 
coded spreadsheet.  The researcher looked for any significant patterns within the results. 
The raw data from the two focus groups (see Appendix D) were in the form of recorded 
discussions, which I transcribed.  The focus group transcriptions, questionnaire (see Appendix E) 
results, and field notes (see Appendix F) with observer comments will be compared, 
acknowledging any common themes within the data, to assure triangulation.  
Findings 
The purpose of this study was to examine the experiences and outcomes that occurred in 
a music teacher collective while exploring culturally relevant materials, including popular music 
and hip-hop, as a means for improving student engagement and outcomes.  The research design 
was descriptive, using the data collected from the meetings to examine musical identity as it 
relates to teachers and students and to explore whether teachers in the district would be willing to 
implement a more culturally relevant curriculum that reflects their students. 
 
Musical Identity 
The researcher asked the participants to take the MUSEBAQ survey to create an 
awareness of musical identity among the participants.  Upon gathering the results, the 
participants began to see patterns among music teachers; they began to become aware of how 
their musical identity may or may not align with the musical identity of the students.   
In the first module, participants were asked to rank statements relating to formal training 
and music.  This section revealed that all ten participants had formal music training, with almost 
half still actively participating in music making outside of the school environment. 
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Music capacity was the next module of the MUSEBAQ, which examines emotional 
sensitivity to music, personal commitment to music, music memory and imagery, listening 
sophistication, and indifference to music.  The participants ranked twenty-seven statements on a 
scale of 1, strongly disagree, to 5, strongly agree.  When the participants completed the survey 
and calculated the results, they listed the subscale scores from highest to lowest (see Table 
1).  Although the participants had varying scores in the subscales of emotional sensitivity, 
personal commitment, and music memory, all ten teachers scored highest in the listening 
sophistication subscale and lowest on indifference to music.   
Table 1 – Music Capacity 
Participant Emotion 
sensitivity 
Personal 
commitment 
Music 
memory 
and 
imagery 
Listening 
sophistication 
Indifference 
to music 
JIM 4 2 3 1 5 
MOGE 2 3 4 1 5 
KWB 3 2 4 1 5 
MPB 3 4 2 1 5 
JWW 4 3 2 1 5 
JNH 4 2 3 1 5 
SOLE 3 2 4 1 5 
ARV 4 3 2 1 5 
SHC 3 4 2 1 5 
RBB 2 4 3 1 5 
 
Module three of the MUSEBAQ, Music Preference, asks participants to identify the 
genre of music preferred.  The survey listed seven types of music; 1) Rock or metal, 2) Classical, 
3) Pop or easy listening, 4) Jazz, blues, country, or folk, 5) Rap or hip-hop, 6) Dance or 
electronica, and 7) Other.  The participants answered whether or not they listen to each genre, 
then clarified how often they listened to each subcategory in that genre.  After calculating the 
results, the teachers were able to determine the music genre listened to the most often outside of 
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the school environment.  Most participants agreed that their musical tastes were broad, showing 
appreciation for many different styles of music.  The researcher observed that although there 
were no strong trends in the data for musical preference, Classical and Folk music, two styles 
emphasized in music education, were not at the top of any of the participant’s lists. 
 
The final module, Music Use Motivations, explores the ways participants use music in 
their lives.  The module contained thirty-three statements regarding music use, which again were 
rated on a scale of 1, strongly disagree to 5, strongly agree.  The participants calculated the 
results, giving themselves a score for each of five subscales: Musical transcendence, Emotional 
regulation, Social, Music identity and expression, and Cognitive regulation.  The results below 
show how each participant scored from highest to lowest in each subscale (see Table 2).  Most 
teachers scored highly on music identity and expression, and lowest in the social subscale. 
 
Table 2 – Music Use Motivations 
Participant Musical 
transcendence 
Emotional 
regulation 
Social Music identity and 
expression 
Cognitive 
regulation 
JIM 4 2 5 1 3 
MOGE 3 4 5 1 2 
KWB 2 4 5 1 3 
MPB 4 3 5 1 2 
JWW 2 5 4 1 3 
JNH 2 4 5 1 3 
SOLE 3 4 5 1 2 
ARV 4 1 5 2 3 
SHC 5 2 4 1 3 
RBB 4 3 5 2 1 
 
The MUSEBAQ survey allowed the teachers to see that although there are patterns that 
occur among music teachers, each teacher had variation in music preference and music use 
motivations, which allowed them to become aware that students from other cultures might hear 
or use music differently. 
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Culturally Relevant Music in the Classroom 
While all participants recognized the benefits of Culturally Relevant music education, 
integrating a change into the classroom would not be simple.  One participant stated during the 
focus group, "We're all 'white folk.'  We're doing what we can do.  We're teaching from our 
backgrounds unless somebody shows us how we can do it differently.”  As discussed following 
the MUSEBAQ, none of the participants trained in an area outside of the Western Art music 
world, so they are not comfortable teaching and assessing students in cultural music outside of 
their sphere of knowledge.   
We didn't invent any of this stuff.  … I can tell them what I read in a book, but I 
 didn't grow up listening to hip-hop.  But if you get someone who...was an expert and  
showed us how to do it and showed us what was important and relevant about it 
(Participant E, personal communication, 24 April 2019) 
noted a focus group participant.  A need for professional development would be required to teach 
Culturally Relevant music authentically. 
In the survey, when discussing challenges in incorporating Culturally Relevant materials 
into the classroom, all participants except one mentioned a need for training on how to find and 
use culturally relevant materials.   
It's hard to approach it because we have to be careful at all times.  One 
focus group participant mentioned, “And even (the District Native American Cultural 
Liaison) … has to be very careful about 'Here's what you can do, maybe, or maybe you 
could do this’ it's kind of a little tricky sometimes (Participant E, personal 
communication, 24 April 2019).  
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Since music educators train in Western Art music, learning how to choose and implement music 
from other cultures authentically would be necessary.  One participant discussed on the 
questionnaire, "It's difficult to know where to find culturally relevant pedagogy and then feel 
knowledgeable in using it with students, but the discussions are the first step in the process.” 
Although "there is a lack of knowledge and experience,” four teachers out of the five who 
answered the questionnaire have decided to make more conscious decisions about teaching to the 
various cultures in the classroom.  One participant stated, "First, find the cultures represented in 
my classroom.  Second, choose music culturally relevant and current to the interests of my 
students.  Finally, teach those songs.” 
Culturally Relevant teaching suggests students become fluent in their own culture, but 
also have an understanding of another culture as well (Ladson-Billings, 2014, p. 75).  As music 
educators, the participants understand they are not only needing to use music from the cultures of 
our students but introduce them to new cultures as well.  Teachers from both focus groups 
commented on the need to introduce students to music that is foreign to them as well, one 
member stated: 
   But I think you learn about the world through music that you don’t already  
know.  It’s important for kids not just to go “well, how is this relevant to me”, but  
like, “this culture does this, and I’m learning about this, and I can learn about the  
culture through that music” ...  Everyone’s coming from the same freshness  
I think and that the relevance there is they all are entering into this new thing and 
working together.  Which I think is important, like “well, this doesn’t have  
anything to do with me.”  I think it’s both; it’s like them bringing what they have,  
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and new and different things that don’t seem relevant to them that they can make 
connections with (Participant F, personal communication, 24 April 2019). 
 
Another noted: 
Sometimes, you have to make things that aren’t from their world relevant,  
too; that’s a challenge.  You can’t just say “We can’t do this because it is not  
relevant”, there’s a lot of very important musical things that they’re not  
going to ever hear, we take a lot of kids to Orchestra Hall who would never 
go there and try to make it relevant before we go (Participant E, personal 
communication, 24 April 2019). 
 
Finding the right music to present, making it authentic and relevant, while at the same 
time introducing students to new cultures has its challenges.  "It would be hard, but a good 
challenge" Mentioned one teacher on the questionnaire.  All participants saw the benefits of 
incorporating music from other cultures.  Among the benefits, recurring themes included 
improved engagement, motivation to learn, and personal/ cultural relevance to the students and 
their families.  One focus group participant gave an example: 
I think they can, instead of it having to be about music ... that somebody  
else does, music is something that my culture does.  It’s something that 
 people like me do.  I saw as I was doing Kuu Kuun Lamina with  
one of my classes, and one of my Somali boys, … he’s struggled  
off and on for years.  And he was like, “Can I have a copy of that?” and I said, “Oh  
sure,” and he was like, “Can I have a copy of all the songs?” I’m like “sure,”  
and he goes, “I’m gonna bring it home and have my mom teach it to me.”  I’m  
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like “Oh awesome,” and he was like “Oh my mom is a really good singer,” he  
had never shared that before.  And then he said “I’ll have my mom  
come back next week and teach you, and I’ll help teach you” because I was  
welcoming them to be experts.  I think everybody likes to be an expert (Participant B, 
personal communication, 24 April 2019). 
 
Now that the group has discussed, debated, and reflected upon the difficulties and 
benefits of including culturally relevant music and materials into the classroom, the discussion 
turned to what will happen next year when students come back to class, and the group continues 
the implementation process of creating assessments aligned with the new standards.  Will there 
be room for culturally relevant materials in the new assessments? 
The researcher asked the focus group if the team should create a standards-based 
assessment using popular or hip-hop music as a music style studied.  Two discussions arose 
based on the interpretation of the question.   
The first interpretation involved popular or hip-hop music's use in assessments.  Most of 
the group agreed that if the music selected authentically represented the assessed standard, 
popular music or hip-hop is a culturally appropriate option.  One member shared: 
I think there’s ways to authentically bring in pop music to the class, I don’t know  
… in the terms of creating a standards-based assessment, I’m quite sure what  
that might look like, but I do think there’s authentically ways to make  
connections to popular music to other songs you might be studying within  
your classroom and to teach certain skills.  You know you have to be really 
 aware of the selection process, of what you’re bringing in to the kids in 
 those areas.  But, like in an assessment, if we’re doing a listening assessment 
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where we’re talking about form or instrumentation, or tempo, or dynamics,  
you could use listening examples from lots of different styles.  And popular/ 
hip-hop could definitely be included in those kinds of assessments when you’re 
talking about musical elements (Participant I, personal communication, 24 April 2019). 
 
Another member agreed: 
Yeah, I think maybe kids bringing their strength to an assessment, maybe that’s  
hip-hop, maybe it’s a folk song, but … what resonates with them …  
versus assessing with a song that just feels…detached, that has nothing to do  
with them.  … Assessing steady beat with a song they are very comfortable with, which, 
maybe it’s hip-hop, maybe it’s something else (Participant F, personal communication, 
24 April 2019). 
 
The other interpretation related to assessing a unit on popular or hip-hop; in other words, 
does the group create a unit connected to popular music and hip-hop, then teach and assess that 
unit every year.  That interpretation generated a different response.  One member questioned,  
A: “But does it make it necessary?  … your year would still be complete if you didn’t 
 do an assessment based on popular or hip-hop.”   
Prompting the conversation: 
B: “It could be a piece, not the whole puzzle, does that make sense?” 
I: “A well-rounded curriculum …” 
A: “What I meant was you don’t have to have an assessment based on it.   
… the assessment part doesn’t qualify whether your program is  
good or not.  You could still have a good reflection on it, but it doesn’t  
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have to be a standards-based assessment.” 
F: “I just want to clarify that this is for a student being assessed on  
something, right?  Is that where this thing’s coming from?”   
A: “That’s what I read it as.  Can you keep a steady beat?  You don’t  
have to do it that way.” 
Researcher: “Is that concept something you would look at as a teacher?” 
A: “Yeah, I would look at it, and I would decide based on a lot of  
different things if I would do it or not, but I wouldn’t say it has to 
happen or doesn’t have to happen.” 
The field notes from the meetings aligned with the results of the focus groups and 
questionnaire.  During the first meeting, participants were interested in the idea of making the 
music class more culturally relevant.  There was a recurring comment throughout the session 
from one member of the group being "uncomfortable" teaching music from another 
culture.  Because of this discomfort, the group chose essential standards that were culturally 
neutral and easy to assess (see Appendix G).  When the district representative suggested having a 
culturally relevant essential standard, a member of the group requested removing the portion of 
the standard, including the words "appropriate to the performance of music’s cultural 
style".  When told they must assess the standard as written, the majority of the group decided to 
retain the standard.  But, because of this discomfort in teaching music from other cultures, a 
participant requested, and a group discussion ensued regarding professional development in this 
area. 
During the second meeting, the district representative brought back the question of 
professional development.  She recommended additional training in Orff, Kodaly, or Dalcroze, in 
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addition to a professional development session on Native American music presented by a Native 
American musician.  Members of the group suggested enrichments for the students, for example, 
a visit to the Somali Museum, or cultural trunks to accompany the Indonesian Gamelan and 
Japanese Taiko the district already owns.  In every discussion revolving around culturally 
relevant pedagogy, the phrases "professional development" and "finding resources" kept arising. 
By the end of the third meeting, each member of the group was asked by the district to 
compile a list of resources needed to implement the new curriculum.  All ten schools submitted a 
spreadsheet (see Appendix H) outlining the materials required and how many of each.  The 
researcher observed most teachers purchased materials similar to what they are currently using in 
their classrooms. Since the online curriculum materials (quavermusic.com) contain a unit 
teaching ukulele, eight out of the ten participants purchased ukuleles, the ninth member already 
has a classroom set but did purchase an additional ukulele resource.  Two out of the ten order 
requests (one belonging to the researcher) contained a request for materials reflecting the 
cultures of the students in the classroom. 
After compiling and analyzing the data, the researcher was able to recognize patterns in 
regard to music educators’ musical identities.  As noticed by the participants, the training they 
had as music educators did not include music outside of the Western Arts canon.  With a more 
diverse student body arriving in our schools, teachers are unsure how to teach music that reflects 
the diverse students in the classroom. 
Conclusions and Recommendations 
When examining the actionable outcomes of a Music Specialist collective exploring 
culturally relevant music pedagogy, the results of the study revealed that most of the Music 
Specialists were initially positive about the concept of culturally relevant music education.  The 
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teachers understood the importance of including music representative of the students into the 
classroom.  But, as Fitzpatrick (2012) noted, creating a bridge between a student’s home music 
and school music is challenging (p. 56).   
The MUSEBAQ survey reinforced research by Davis and Blair (2011) and Ponick (2000) 
stating music educators are trained to teach Western art music, even though that is not the genre 
they prefer.  Since the music beliefs of the instructor shape the student experience (Campbell, 
2002; Countryman, 2005), the teachers became uncomfortable being asked to teach music in 
which they were not the expert (as cited in Kelly-McHale, 2013). 
To make culturally relevant music education successful, teachers will need professional 
development in how to authentically implement music from other cultures.  The group will also 
need to research culturally relevant resources reflecting the students in the classroom.  Teacher 
training in these areas will create culturally competent teachers, which as Ladson-Billings (2014) 
states, will be able to assist students in appreciating and celebrating their culture, while at the 
same time learning and becoming fluent in another (p. 75). 
An unexpected outcome of the study was the teacher's willingness to explore popular 
music and hip-hop as culturally relevant materials in the classroom.  Although the teachers may 
or may not choose to use culturally relevant music for assessments, they agree that multiple 
genres of music should be represented each year to create more culturally aware students.  This 
finding is contrary to the experience Davis and Blair (2011) encountered, stating teachers 
believed that popular music was not worthy of inclusion in the classroom (p. 128). 
The music collective will continue to meet through the next school year to create 
assessments for the essential standards chosen by the team.  During these meetings, I will 
research and provide resources for culturally relevant classroom materials and professional 
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development opportunities.  The district has already created a professional development session 
on Native American music for next school year.  I have already established communications with 
a rap musician, a DJ, as well as a Mariachi group, as possible experts for teacher training. 
Another area of exploration for the music teacher collective is in the area of technology 
integration.  With the implementation of Chromebooks in the classroom, teachers can explore the 
new technologies DeVries (2010) describes increasing students’ engagement with music (p. 
7).  Technology allows students new ways to network, collaborate, create, and interact with 
music (Tobias, 2013, p. 31), while at the same time presents teachers with similar benefits in the 
areas lesson planning and assessment. 
I am very encouraged by the conversations the team has started. Although they are not 
yet ready to begin implementing culturally relevant music teaching, they are aware of the need 
and have a desire to learn about the music our students bring to school every day.  As one 
member of the focus group stated, “We are having the conversation, that is the first step”.   
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Appendix A 
District Elementary School Diversity and Free/Reduced Lunch Information 
 
 
Participant’s School:       District      I        A       F       B        G        D       H       *        C       E 
 
 
*Researcher’s school 
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Appendix B 
Critical Literacy Questions 
 
A Critical Literacy Approach to Classroom Music: 
Reflect upon ourselves - Adapted from Critical Pedagogy for Music Education (CPME): 
1) Who are we?  
2) What might we become?  
3) What might we become together 
 
Reflect upon our students - Adapted from Shaw (2012): 
1)    What music would build upon my students’ prior experiences?  
2)    What pieces would capitalize on their cultural knowledge?  
3)    What selections could my students experience through their preferred learning 
styles?  
4)    Which would showcase their culturally informed performance styles? 
 
Reflect upon song selection - Adapted from ReadWriteThink (2006): 
1)  Who is the songwriter/composer? 
2)  Why was the piece written? 
3)  Who is/was the intended audience? 
4)  Whose voice is represented? 
5)  Whose voice is missing? 
6)  What issues of power are represented in the piece? 
7)  Do the materials present a stereotypical view of the characters in the music? 
8)  Is the music presented with culturally authentic instrumentation? 
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9)  Does the music represent the culture of students in your classroom? 
10) What message might be sent to our students by the performance of this piece? 
11) How is your interpretation of the music influenced by your knowledge of the period 
in which it was written? 
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MUSEBAQ Survey 
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The MUSEBAQ 
 
Citation:  Chin, T-C., Coutinho, E., Scherer, K.R., & Rickard, N.S. (2016).  The 
MUSEBAQ: A Modular Tool for Music Research to Assess Musicianship, Musical Capacity, 
Music Preferences and Motivations for Music Use, under review. 
 
 
Module 1 (MS):  Musicianship   (6 items)   page 5 
Module 2 (MC):  Musical Capacity  (24 items)   page 6 
Module 3 (MP): Music Preferences  (7 items with branching) page 8  
Module 4 (MM):  Music Use Motivations (30 items)   page 16 
 
Internal Reliability indices (Cronbach alpha’s) (N=2,964, aged 18-87) 
 
Module 1  
Subscale T: Formal Music Training   Cronbach’s α .73 
Subscale M: Music making    Cronbach’s α .81 
 
Module 2  
Subscale S: Emotional sensitivity to music   Cronbach’s α .90 
Subscale P: Personal commitment to music   Cronbach’s α .77 
Subscale M: Music memory and imagery    Cronbach’s α .81 
Subscale L: Listening sophistication    Cronbach’s α .81 
Subscale I: Indifference to music   Cronbach’s α .59 
 
Module 4 
Subscale T: Musical transcendence    Cronbach’s α .92 
Subscale E: Emotion regulation   Cronbach’s α .93 
Subscale S: Social      Cronbach’s α .86 
Subscale I: Music identity and expression   Cronbach’s α .79 
Subscale C: Cognitive regulation   Cronbach’s α .69 
 
Validity 
Factor structure of Modules 2 and 4 determined by PCA, confirmed by EFA and validated by CFA.  
Subscales validated against subscales of the Barcelona Music Reward Questionnaire (BMRQ; Mas-
Herrero et al., 2013), The Brief Music in Mood Regulation (B-MMR; Saarikallio, 2012), Music Use 
Inventory (MUI; Lonsdale & North, 2011) and the Uses of Music Inventory (Chamorro-Premuzic & 
Furnham, 2007).  
References:   
Chamorro-Prezic. T., & Furnham, A. (2007) British Journal of Psychology, 98, 175-185 
Lonsdale, S.J., & North, A.C. (2011). British Journal of Psychology, 102, 108-134. 
Mas-Herrero, E. et al (2013) Music Perception, 31(2), 118-138. 
Saarikallio, S.H. (2008) Musicae Scientiae, 12(2), 291-309. 
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SCORING 
 
Module 1: MUSICIANSHIP 
Recommended: report individual items as required.   
While items may be combined (for example, two factors emerge from a factor analysis (Formal 
Music Training, consisting of items 1, 2, 3, and Music making, consisting of items 4, 5, 6), 
interpretation of any subscales should be made with great caution, as they may combine items of 
different measurement scales.) 
 
Module 2:  MUSICAL CAPACITY 
 Subscale S: Emotional sensitivity to music  Average items 2, 6, 9, 10, 13, 15, 18, 19, 23, 24 
 Subscale P: Personal commitment to music  Average items 4, 8, 12, 16, 21, 22 
 Subscale M: Music memory and imagery Average items 3, 7, 14, 17 
 Subscale L: Listening sophistication   Average items 1, 5, 11, 20 
 Subscale I: Indifference to music  Average items 25, 26, 27 
 
Module 3:  MUSIC PREFERENCES 
Recommended: report broad music genre preferences 
R: Rock or metal music    (19 subgenres) 
C: Classical music    (15 subgenres) 
P: Pop or easy listening music   (14 subgenres) 
J: Jazz, blues, country or folk music  (19 subgenres) 
H: Rap or Hip/Hop    (8 subgenres) 
D: Dance or Electronica    (16 subgenres) 
Other 
 
Subscale 1:     Average scores from P, H and D 
Subscale 2:     Average scores from C and J  
Subscale 3:     R score 
 
Module 4: MUSIC USE MOTIVATIONS 
  Subscale T: Musical transcendence   Average items 1, 7, 9, 12, 16, 18, 19, 23, 25, 28  
  Subscale E: Emotion regulation    Average items 4, 6, 13, 15, 20, 22, 24, 27, 30 
  Subscale S: Social     Average items 2, 3, 10, 11, 14, 26, 29 
  Subscale I: Music identity and expression  Average items 5, 8, 17, 21 
  #Subscale C: Cognitive regulation   Average items 31, 32, 33 
   
 
 
# These subscales were validated by PCA and EFA, but CFA.  Researchers who include these scales are advised to 
perform their own factor analyses and internal reliability check to confirm the psychometric properties of the 
scales in their studies. 
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Demographics (optional) 
 
Instructions 
Read each statement carefully.  Tick the option that describes you best 
 
Q1 I am 
m Male  
m Female  
m Other / Don't want to answer  
 
Q2 I am currently studying mainly 
m Full-time  
m Part-time 
m Not at all 
m Don't know / don't want to answer 
 
Q3 I am currently working mainly 
m Full-time  
m Part-time  
m Not at all  
m Don't know / don't want to answer  
 
Q4 I live mainly in 
m Australia 
m USA  
m Asia  
m Europe  
m Other (please specify)  ____________________ 
 
Q5 I was born in (please enter your birth year) 
m __ __ __ __ 
m Don't know / Don't want to answer  
 
Q6 I would describe myself as 
m not religious 
m religious; my religion is  ____________________ 
m Don't know / don't want to answer  
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Q7 I would describe myself as 
m Aboriginal or Torres Strait Islander  
m Caucasian / white  
m Asian  
m African  
m Other (please specify)  ____________________ 
m Don't know / don't want to answer  
 
Q8 My postcode / zip code is _______________ 
 
Q9 The highest level of education I have completed is 
m Primary school  
m Secondary school (e.g. High School) 
m Tertiary Education (e.g., University, Technical college) 
m Postgraduate Education (e.g., Master’s degree)  
m Don't know / don't want to answer  
 
Q10 The main language I speak is 
m English  
m Mandarin 
m Spanish 
m Hindi  
m Arabic  
m German  
m French  
m Russian  
m Japanese  
m Other (please specify)  
m Don't know / don't want to answer  
 
Q11 I would describe myself as mainly 
m Single  
m In a relationship but not living together  
m Married / De Facto / Living together  
m Divorced / Separated  
m Widowed  
m Don't know / don't want to answer  
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Module 1: Musicianship 
 
Please tell us about your music background.      
 
Q1 How many years of formal music training (theory) have you had? 
m None  
m ____  years 
 
 Q2 How much do you know about music structure and theory? 
m Nothing 
m A little 
m A fair amount 
m A moderate amount 
m A great deal 
 
Q3 How many years of formal music training (practice) have you had? 
m None  
m ____  years 
 
Q4 How often do you engage in professional music making (e.g., singing, playing an instrument, composing)? 
m Never 
m Rarely 
m Sometimes 
m Often 
m All the time 
 
Q5 How often did or do you practice or rehearse with an instrument or singing? 
m Never 
m Rarely 
m Sometimes 
m Often 
m All the time 
 
Q6 How often do you engage in music making as a hobby or as an amateur? 
m Never 
m Rarely 
m Sometimes 
m Often 
m All of the Time 
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Module 2: Musical Capacity 
Instructions:  
Read each of the following statements carefully.  Tick the circle that best reflects your experiences with music.   
  
Strongly 
Disagree 
Disagree Neither 
Agree nor 
Disagree 
Agree Strongly 
Agree 
1.   After hearing a new song a few times, I can 
usually sing or hum it by myself. m  
m  m  m  m  
2.   I experience strong emotions when I listen to 
particular types of music  m  
m  m  m  m  
3.   I find it difficult to stop reliving my past when I 
listen to some music m  
m  m  m  m  
4.   I often spend time  online or in shops looking for 
music m  
m  m  m  m  
5.   I am able to describe a piece of music I’ve heard 
to someone else m  
m  m  m  m  
6.   I tend to appreciate music for its beauty or 
sublimity m  
m  m  m  m  
7.   I often see detailed pictures or movies in my 
head when I listen to some music m  
m  m  m  m  
8.   I couldn’t live without music 
m  m  m  m  
m  
9.   I get chills or gooseflesh when listening to 
moving music m  
m  m  m  m  
10.   Tears come to my eyes when listening to some 
pieces of music m  
m  m  m  m  
11.   I’m intrigued by music I’m not familiar with 
and want to find out more m  
m  m  m  m  
12.  It’s important for me to choose each piece of 
music I listen to   m  
m  m  m  m  
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 Strongly 
Disagree 
Disagree Neither 
Agree nor 
Disagree 
Agree Strongly 
Agree 
13. Music can produce feelings of wonder and 
fascination in me 
m  m  m  m  m  
14. Music often evokes vivid memories from my 
past 
m  m  m  m  m  
15. I can’t help swaying my body or tapping my 
foot when listening to some music   
m  m  m  m  m  
16. It’s important that I give my full attention to 
music when listening 
m  m  m  m  m  
17. Images appear without any effort when I hear 
some music 
m  m  m  m  m  
18. When I listen to live music, I tend to 
experience the emotions expressed by the 
performers. 
m  m  m  m  m  
19. I sometimes seem to ‘catch’ the emotions that 
other listeners experience while listening to 
music 
m  m  m  m  m  
20. I have a good ear for music m  m  m  m  m  
21. Music is like an addiction for me m  m  m  m  m  
22. I become so involved in music I’m listening to 
that I lose track of time or where I am 
m  m  m  m  m  
23. I can be greatly moved by music m  m  m  m  m  
24. Listening to music fills me with emotion m  m  m  m  m  
25. I often feel bored while listening to music m  m  m  m  m  
26. I am quite indifferent to the presence of music m  m  m  m  m  
27. I never feel like dancing to music m  m  m  m  m  
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Module 3: Music Preferences 
 
 
Q8 Please tell us about the types of music you listen to most. 
 
Instructions 
On each of the next 7 pages, you will find two boxes.  At the top, tick the circle that best describes how often you 
listen to this type of music.  
 
If you tick ‘Often’ or ‘Always’, complete the second box also to tell us in more detail which types of music you listen 
to within that category. 
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How often do you listen to: 
 Never Rarely Sometimes Often Always 
1. Rock or metal music m  m  m  m  m  
 
 
IF you listen to Rock or metal music ‘often’ or ‘always’,  
please specify which types of this music you listen to from the next box: 
 
 
Never Rarely Sometimes Often Always 
1. Rock and roll m  m  m  m  m  
2. Soft rock m  m  m  m  m  
3. Classic rock m  m  m  m  m  
4. Indie rock m  m  m  m  m  
5. Singer-songwriter m  m  m  m  m  
6. Alternative rock m  m  m  m  m  
7. Industrial rock m  m  m  m  m  
8. Hard rock m  m  m  m  m  
9. Grunge m  m  m  m  m  
10. New wave m  m  m  m  m  
11. Psychedelic rock m  m  m  m  m  
12. Progressive rock m  m  m  m  m  
13. Gothic m  m  m  m  m  
14. Garage m  m  m  m  m  
15. Heavy metal m  m  m  m  m  
16. Scream m  m  m  m  m  
17. Punk m  m  m  m  m  
18. Hardcore m  m  m  m  m  
19. Death metal/black metal m  m  m  m  m  
20. Other  (please specify) 
 
………………………………. 
m  m  m  m  m  
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How often do you listen to: 
 
 Never Rarely Sometimes Often Always 
2. Classical music m  m  m  m  m  
 
 
IF you listen to Classical music ‘often’ or ‘always’,  
please specify which types of this music you listen to from the next box: 
 
 Never Rarely Sometimes Often Always 
1. Orchestra m  m  m  m  m  
2. Instrumental m  m  m  m  m  
3. Chamber music m  m  m  m  m  
4. Choral m  m  m  m  m  
5. Chant m  m  m  m  m  
6. Medieval m  m  m  m  m  
7. Early music m  m  m  m  m  
8. Baroque m  m  m  m  m  
9. Renaissance m  m  m  m  m  
10. Romantic m  m  m  m  m  
11. Classical m  m  m  m  m  
12. Modern classical/20th Century m  m  m  m  m  
13. Minimalism m  m  m  m  m  
14. Opera m  m  m  m  m  
15. Avant-garde m  m  m  m  m  
16. Other (please specify) 
 
………………………………. 
m  m  m  m  m  
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How often do you listen to: 
 
 Never Rarely Sometimes Often Always 
3. Pop or easy listening music m  m  m  m  m  
 
 
IF you listen to Pop or easy listening music ‘often’ or ‘always’,  
please specify which types of this music you listen to from the next box: 
 
 Never Rarely Sometimes Often Always 
1. Chart music (Top 40) m  m  m  m  m  
2. Mainstream m  m  m  m  m  
3. Europop m  m  m  m  m  
4. K-pop m  m  m  m  m  
5. J-pop m  m  m  m  m  
6. Teen pop m  m  m  m  m  
7. Britpop m  m  m  m  m  
8. Easy listening m  m  m  m  m  
9. Oldies m  m  m  m  m  
10. Ambient m  m  m  m  m  
11. new age m  m  m  m  m  
12. Bop m  m  m  m  m  
13. Lounge music m  m  m  m  m  
14. Meditative m  m  m  m  m  
15. Other (please specify) 
 
………………………………. 
m  m  m  m  m  
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How often do you listen to: 
  
 Never Rarely Sometimes Often Always 
4. Jazz, blues, country or folk music m  m  m  m  m  
 
 
IF you listen to Jazz, blues, country or folk music ‘often’ or ‘always’,  
please specify which types of this music you listen to from the next box: 
 
 Never Rarely Sometimes Often Always 
1. Trad jazz m  m  m  m  m  
2. Contemporary jazz m  m  m  m  m  
3. Smooth jazz m  m  m  m  m  
4. Swing m  m  m  m  m  
5. Big Band m  m  m  m  m  
6. Fusion m  m  m  m  m  
7. Blues m  m  m  m  m  
8. Soul m  m  m  m  m  
9. Motown m  m  m  m  m  
10. Standards m  m  m  m  m  
11. R&B m  m  m  m  m  
12. Country and western m  m  m  m  m  
13. Traditional Folk (e.g., Celtic, 
American) 
m  m  m  m  m  
14. Indie / contemporary Folk m  m  m  m  m  
15. Zydeco m  m  m  m  m  
16. Rockabilly m  m  m  m  m  
17. Bluegrass m  m  m  m  m  
18. Acoustic m  m  m  m  m  
19. A capella m  m  m  m  m  
20. Other (please specify) 
 
………………………………. 
m  m  m  m  m  
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How often do you listen to: 
 
 Never Rarely Sometimes Often Always 
5. Rap or Hip/Hop m  m  m  m  m  
 
 
IF you listen to Rap or Hip/Hop ‘often’ or ‘always’,  
please specify which types of this music you listen to from the next box: 
 
 Never Rarely Sometimes Often Always 
1. Rap m  m  m  m  m  
2. Gangsta rap m  m  m  m  m  
3. Hardcore rap m  m  m  m  m  
4. Alternative rap m  m  m  m  m  
5. Contemporary R&B m  m  m  m  m  
6. Hip-Hop m  m  m  m  m  
7. Trip-hop m  m  m  m  m  
8. Urban m  m  m  m  m  
9. Other (please specify) 
 
………………………………. 
m  m  m  m  m  
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How often do you listen to: 
 Never Rarely Sometimes Often Always 
6. Dance or Electronica m  m  m  m  m  
 
 
IF you listen to Dance or electronica ‘often’ or ‘always’,  
please specify which types of this music you listen to from the next box: 
 
 Never Rarely Sometimes Often Always 
1.  Electronic ambient m  m  m  m  m  
2. Trance m  m  m  m  m  
3. Funk m  m  m  m  m  
4. Disco m  m  m  m  m  
5. House m  m  m  m  m  
6. Breakbeat m  m  m  m  m  
7. Jungle m  m  m  m  m  
8. Acid m  m  m  m  m  
9. Noise m  m  m  m  m  
10. Dub m  m  m  m  m  
11. Latin m  m  m  m  m  
12. Hardcore dance m  m  m  m  m  
13. Techno m  m  m  m  m  
14. Industrial m  m  m  m  m  
15. Ska m  m  m  m  m  
16. Ballroom m  m  m  m  m  
17. Other (please specify) 
 
………………………………. 
m  m  m  m  m  
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How often do you listen to: 
 
 Never Rarely Sometimes Often Always 
7. Other m  m  m  m  m  
 
 
IF you listen to Other types of music ‘often’ or ‘always’,  
please specify which types of this music you listen to from the next box: 
 
 Never Rarely Sometimes Often Always 
1.  World music (e.g., African music, 
reggae, Asian music, Middle-Eastern 
music, Caribbean and Latin American, 
Ethnic or Native American music) 
m  m  m  m  m  
2. Religious music (e.g., choral, gospel, 
Christian rock or Islamic music) 
m  m  m  m  m  
3. Musicals, musical theatre, showtunes, 
film or video soundtracks 
m  m  m  m  m  
4. Educational music, nursery rhymes, 
children’s music or sing-along 
m  m  m  m  m  
5. Comedy or novelty music m  m  m  m  m  
6. Holiday or Christmas music m  m  m  m  m  
7. Other (please specify m  m  m  m  m  
     ………………………………. m  m  m  m  m  
     ………………………………. m  m  m  m  m  
     ………………………………. m  m  m  m  m  
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Module 4: Music Use Motivations 
 
Q9  Please tell us about your reasons for using music by ticking the circle that describes you best. 
Respond to all the statements. It is important to us that you consider each question carefully.  If unsure about 
which response to give, please choose the one that appears closest to how you feel.  This can often be your first 
response.  
 
 Strongly 
Disagree 
Disagree Neither 
Agree nor 
Disagree 
Agree Strongly 
Agree 
1. I seek deep experiences through music m  m  m  m  m  
2. Concerts often make me feel part of a 
community 
m  m  m  m  m  
3. Having similar taste in music often helps me 
relate better to my peers 
m  m  m  m  m  
4. I like to use music to distract me from my 
worries 
m  m  m  m  m  
5. I consider myself a music 'fan' or music buff of 
certain types of music 
m  m  m  m  m  
6. I use music to distract me from physical aches   m  m  m  m  m  
7. Music raises me to another state of mind m  m  m  m  m  
8. I feel safe expressing my feelings through music m  m  m  m  m  
9. I feel music communicates what language can’t m  m  m  m  m  
10. I like to listen to music that my friends like m  m  m  m  m  
11. Music is important for informing and 
maintaining relationships 
m  m  m  m  m  
12. I like to use music for the very intense 
experience it gives me 
m  m  m  m  m  
13. I listen or play music when I’m upset or feeling 
down 
m  m  m  m  m  
14. I often use music to feel a closer bond with 
other people 
m  m  m  m  m  
15. I use music to calm myself when I’m stressed 
or feeling anxious 
m  m  m  m  m  
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Please tell us about your reasons for using music by ticking the circle that describes you best. 
Respond to all the statements. It is important to us that you consider each question carefully.  If unsure about 
which response to give, please choose the one that appears closest to how you feel.  This can often be your first 
response.  
 
 
 Strongly 
Disagree 
Disagree Neither 
Agree nor 
Disagree 
Agree Strongly 
Agree 
16. Music exposes me to emotions I don’t often 
feel 
m  m  m  m  m  
17. My music collection/playlist says a lot about 
me 
m  m  m  m  m  
18. Music inspires new ideas and thoughts in me m  m  m  m  m  
19. Music helps me understand who I am m  m  m  m  m  
20. I use music to help me work through my 
emotional problems 
m  m  m  m  m  
21. I dance, sing or play music to express my 
feelings 
m  m  m  m  m  
22. I use music to explore and understand my own 
feelings 
m  m  m  m  m  
23. Music listening sparks my creativity m  m  m  m  m  
24. I use music to distract me from emotional pain   m  m  m  m  m  
25. Music helps me discover who I want to be m  m  m  m  m  
26. Music helps me feel comfortable around other 
people 
m  m  m  m  m  
27. I use music to get through difficult times    m  m  m  m  m  
28. Music is like a comforting friend to me m  m  m  m  m  
29. Music is more powerful when I experience it 
with others 
m  m  m  m  m  
30. Playing music is an outlet for my anger or 
frustrations 
m  m  m  m  m  
31. Certain types of music help me think or 
concentrate 
m  m  m  m  m  
32. I use music to block out noise m  m  m  m  m  
33. Music helps me to keep going on another task 
for a longer period of time 
m  m  m  m  m  
 
Thank you for time! 
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Focus Group Questions 
 
 
Focus Group Questions: 
 
Before discussion:  As a reminder, all information discussed here will be recorded and 
transcribed by me.  All personal information will be coded as part of the research to 
protect the anonymity of the participants.  Please remember, confidentiality during the 
focus group is a function of the group members.  Anything said during this focus group 
must be kept confidential. 
 
 
Do you foresee any culturally relevant changes in curriculum materials coming from the 
meetings? Please explain. 
 
 
 
How would students benefit/engagement increase from the incorporation of music that is 
relevant to their world? 
 
 
 
Based on the information we have learned this year, what should our next step be in making a 
culturally relevant music curriculum happen? 
 
 
 
Should the research team create a standards-based assessment using popular or hip-hop 
music as the music style studied? Please explain. 
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Appendix E 
Post Discussion Questionnaire
 
Post-Discussion	Questions
Elementary	Music	Curriculum	Review	Team	-	Thank	you	for	taking	the	time	to	share	your	thoughts!	-	Ray	
Cannon
*	Required
1.	1)	Considering	what	we	have	learned,	what	would	be	the	most	significant	benefit	for	you	by
including	more	culturally	relevant	music	choices?	*
	
	
	
	
	
2.	2)	Talking	about	inequities	based	on	race	and	cultural	background	can	be	challenging	for
many	white	people	to	do.	In	what	ways	did	our	attempt	to	address	more	culturally	relevant
pedagogy	and	materials	in	the	music	department	challenge	you	or	make	you	feel	more
supported?	*
	
	
	
	
	
3.	3)	Explain	how	easy	or	hard	it	would	be	for	you	to	imagine	yourself	teaching	a	different
cultural	style	than	the	ones	traditionally	identified	within	your	own	musical	identity?	*
	
	
	
	
	
4.	4)	What	concerns	do	you	have,	if	any,	about	addressing	more	culturally	relevant	music
selections	that	reflect	your	students'	musical	identities?	*
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Powered	by
5.	5)	Please	explain,	based	on	what	you	have	learned	about	your	own	musical	identity,	how	you
would	create	a	more	culturally	relevant	experience	for	your	students	in	your	classroom?	*
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Field Note Template 
 
 
Activity Triangle/Retrieved from www.elmsa.org  
TEMPLATE FOR TAKING FIELD NOTES  
  
Date:  
  
Site:   
  
Activity:   
  
Participants: Will be numbered on this form using a code kept in a separate location. 
  
  
Length of Observation:  
Summary   
Write a one paragraph summary or abstract of the day’s events.  
  
  
  
  
  
  
  
  
  
  
  
  
Narrative  
After the summary, now write a detailed narrative of what you observed. Use (OC: ______.) for 
observer comments. How do you interpret what happened in the summary? 
  
  
  
  
  
  
  
  
  
  
  
  
Activity Triangle/Retrieved from www.elmsa.org  
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Questions/Things to follow up with  
  
  
  
  
  
  
  
Example  
Summary: 
• The most objective (as objective as it can be) and the fieldworker is as detached as they can be 
from the participants they are describing.  
• E.G., Descriptive Fieldwork Example: I have a new comer, 11 students in the bilingual 
program, 8 students that are transiting out of the program, and 7 other students in my class.  
Three students that are in the bilingual program also have IEPs for a learning disability.   
Narrative- 
• This is the observer’s stance of what they are observing.  
• More value-laden, subjective, and evaluative  
• E.G., Interpretative Fieldwork Example: My students are always working with each other, and 
helping each other learn. Some students are hardworking, others are not, and others go beyond 
their means to assure a good grade. (OC: As a community, we've experienced a few issues this 
year that dealt with culture- there has been some conflict between a girl of Indian descent and a 
few of the girls who are Mexican American, and it required some intervention and discussion.  
My partner and I are concerned about bullying and intimidation in general, and have seen fifth 
graders show social aggression before, but get especially worked up if anyone is picked on 
because of his or her ethnicity.)  
•  
  
CULTURALLY RELEVANT MUSIC PEDAGOGY 54 
Appendix G 
Elementary Music Standards 
 
 
*Green highlight denotes standards chosen as essential 
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Appendix H 
Purchasing Spreadsheet 
 
*Green highlight denotes Culturally Relevant materials 
Participant Material Item Description Quantity
A Remo 12" Key Tubano 1
A Boomwhackers 2
A Rossini's Ghost DVD 1
A Bach's Fight for Freedom DVD 1
A Handels Last Chance 1
A West Music Ribbons: 3ft 2
A Bear Bells 1
A Mouse Bells 1
A Ukuleles On Board 1
A Fish Castanets Asst 6
A Strum it Up 1
A Basic Beat Bells with Case 4
A Contra bass bar support kit 1
A Studio 49 Bass Xylophone 1
A Contra Bass bar Bb 1
A Studio 49 Alto Xylophone 1
A Studio 49 Soprano Xylophone 1
A Elements of Dance flash cards 1
B Makala MK-S  Soprano Ukelele Set 1
B 30 Soprano Ukulele Rack 1
B Ukuklele on Board Book 1
B Remo Sound Shapes SS-3000-05 Shape Pack 6
B Mice Bells & Box 2
B Bear Bells & Box 2
B KS7190 X-style Keyboard Stand, black 6
B Yamaha PSR-E263 61-Key Portable Keyboard Black 6
B Gator Keyboard Cover 6
B bluetooth speaker 2
B bluetooth adaptor?
B MusicMap Series Set of 10 Books 1
C Makala Soprano Ukelele MK-S 30
C Kidstix--Artie Almeida 2
C Kidstix product bundle 1
C Orff day by day 1
C One a day for orff instruments 1
C Remo Tubano 10 inch 2
C Basic Beat Orff Mallet Pack 1
C Basic Beats tempo blocks 1
C Boomwhackers 8 note diatonic set 1
C More Boomwhacker games 1
C Tube Jams 1
C Boomwhackers bass set 1
C Purposeful pathways 1
C Musicmap 1
C Westco 12 foot parachute 1
C Octavator caps--Boomwhackers 2
C Casio SA-76 keyboard 15
C Westco Mice Bells 1
C Parachutes ribbons and scarves 1
C Sashay The Donut 1
C The Very Very Gingerbread Man 1
C Ukeleles On Board 1
D Makala MK-S Soprano Ukulele 30
D 30 Soprano Ukelele Rack 1
D Snark Clip-On Ukelele Tuner 5
D Studio 49 AX-05 1
D Musicmap 1
D Studio 49 FSD Mobile Stand for Diatonic Xylophone/Metallophone 5
D Remo 14" tunable Tubano 3
E Soprano Ukuleles 5
E Soprano Recorder 30
E Remo 5 pc drums 1
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E RMS 40 watt guitar amp 1
E Casio Keyboard 6
E Keyboard stand 6
E Chimes 1
E book-My Aunt Came Back 1
E book-The Crabfish 1
E book-In The Hall Of The Mt King 1
E book-There Was A Man And He Was Mad 1
E book-Father Grumble 1
E book-Risseldy Rossildy 1
E book-Berlioz the Bear 1
E book-Tubby the Tuba 1
E book-Opposites 1
E book-Listen To The Rain 1
E book-Carnival of Animal (Prelutsky) 1
E book-The Paper Crane 1
E book-Puff The Magic Dragon 1
E book-Mufaros Beautiful Daughters 1
E Vihuela 1
E mariachi teacher text 1
E Teardrop Dulcimer-Applecreek 2
E Larkin's Dulcimer book 1
E Kalimba/thumb pianos (4 of each color/no yellow) 20
E Peavey KB-1 Keyboard Amp 1
E bluetooth speaker 2
E mike cables 2
E Meinl African Talking Drum 2
E Musician's Gear Tweed Right Angle Instrument Cable 4
E Epiphone EJ-200SCE Acoustic-Electric Guitar (1-Vintage Sunburst) 1
F Rhythm Flashcards 1
F Music Poster Set 1
F Easy Ukulele Guide 1
F Complete Ukulele Course (DVD) 1
F Parachutes, Ribbons, and Scarves 1
F This Land is Your Land (book) 1
F Traditional Songs of Singing Culture 1
F Drumagination 1
F Blackstar Tonelink Receiver 1
F Kala Clip-On Ukulele Tuner 5
F Snark ST-2 Tuner 1
F D'Addario Humidifier for Guitar 1
F West Music Scarves 3
F Remo 10'' Floor Tom 12
F Samson Airline Wireless 88 Gtr K 1
F Behringer Wireless USB Mic 1
F Kala KA-15S Ukulele 30
G Studio 49 Series 2000 Bass Xylophone 1
G Makala MK-S Soprano Ukulele Classroom Set 1
G REMO Sound Shapes 6
G Snark Clip-On Ukulele Tuner 4
H digital piano, bench and dolly 1
H Suzuki VG-88 Vertical Grand Console Digital Piano 1
H Makala Soprano ukulele classroon set, set of 30 ukuleles 1
H A & S Crafted Band Room 30 Soprano Ukulele Rack 1
H Ukuleles On Board - book 1
H Basic Beat Triangle Holder 21
H Remo Kids Percussion Floor Tom drums 5
H Remo Rainbow Mallets, 8 pack 1
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H Alto Antics, Alto recorder ensemble book, Beatin Path Publications 1
H Boomwhacker octave caps, 8 pk 1
H Orff Mallets: Basic Beat Orff Mallet pack, set of 8 1
H Aeideas 27" Colorful Scarves with CD, Set of 24 3
H Snark Clip-On Ukelele Tuner 5
H Easy Ukulele Songs, Teacher's Guide By Gagne, Denise 1
H Ukulele for Kids By Johnson, Chad 1
H Basic Beat BBTST Mini Star Tambourine 25
I Soprano Ukuleles 30
I Kawai CE220 Digital Piano 1
I KS7190 X-style Keyboard Stand, black 3
I Yamaha PSR-E263 61-Key Portable Keyboard Black 3
I Soprano Recorder Stand 9
I Boomwhackers Complete Upper & Lower Octave Sets Boomwhackers Tuned Percussion Tubes 1
R Ibanez Electric Guitar, Black Night 5
R Ibanez Electric Bass, Transparent Red 5
R PylePro Portable Drums, Tabletop Drum Set, 7 Pad Digital Drum Kit 5
R Snark Clip-on Guitar and Bass Tuner 5
R H. Jimenez El Tronido Guitarron with Bag 1
R H. Jimenez El Quetzal Vihuela with Bag 1
R Levy's  Poly Guitar Strap, Brown 10
R Samsung 2.1 Channel 200 Watt Sound Bar with Wireless Active Subwoofer Home Theater System 1
* Green highlight denotes Culturally Relevant materials
